Two they explicate the theology they find underlying these images and rituals, and in Part Three they discuss the transformation and persistence of these images and themes after the conquest.
Strengths
The Markmans have identified two needs to which their work responds. The first is the need in the west for a deeper Conquest, Colonial documentation of indigenous practices, and early and contemporary ethnographic studies • with an intuitive sensitivity to the numinous and an intellectual openness to its spiritual implications clearly reveals lithe primary meaning" of reality throughout the centuries-long development of Mesoamerican religion. From its shamanic beginnings to the height of its development in the intricacy, complexity, and SUbtlety of Aztec religion and to its syncretic merging with ·Christianity and its present status as a folk religion, that primary meaning remains constant and is constantly expressed through the central metaphor of the mask.
(p. xx) TWo they explicate the theology they find underlying these images and rituals, and in Part Three they discuss the transformation and persistence of these images and themes after the conquest.
The Markmans have identified two needs to which their work responds. The first is the need in the west for a deeper Conquest, Colonial documentation of indigenous practices, and early and contemporary ethnographic studies • with an intuitive sensitivity to the numinous and an intellectual openness to its spiritual implications clearly reveals lithe primary meaning" of reality throughout the centuries-long development of Mesoamerican religion. From its shamanic beginnings to the height of its development in the intricacy, complexity, and sUbtlety of Aztec religion and to its syncretic merging with ·Christianity and its present status as a folk religion, that primary meaning remains constant and is constantly expressed through the central metaphor of the mask.
(p. xx) It is the totality of my world as I live it, within which I work out my character and my destiny. (p. 22) "Religion" narrowly defined as institutions, beliefs, rituals, practices and so forth, takes shape and gains its meaning within the total pattern of world experience within which it exists. The actual construction of the cultural landscape is a matter of religious concern. Although this notion seems new to the academic study of religion, it is not at all new to religion, which has always been profoundly generative of material culture. (Carp, in press b)2 2Cultures differ in terms of their deep structures of perceptual experience, each having "its own characteristic manner of locomotion , sitting, standing, reclining and gestur ing. " (Hall, 1980, p. 75) The process of ordering the body correlates with that of 3 I understanding of Mesoamerica, a need which takes on greater urgency in the united states, since Mesoamerica is our immediate neighbor and people steeped in Mesoamerican traditions are becoming an increasing percentage of our population, adding their cultural traditions to American multi-culture. We ignore their depths not only at the expense of spiritual impoverishment, but also of political and socio-cultural fragmentation, conflict and misunderstanding.
The second need is that of understanding the interrelation of religion and the built environment.
The cultural landscape is the accumulated sedimentation of what we now call the arts, architecture and the design professions. Thus all meanings and systems of meaning are caught up in the context of the built environment -the world of material culture.
John W. Dixon, Jr. goes so far as to claim:
If the word "religion" is to have any use any longer, it should be applied to this structure.
My "religion" is not my beliefs, my devotional feelings, my behavior.
It is the totality of my world as I live it, within which I work out my character and my destiny. (p. 22) "Religion" narrowly defined as institutions, beliefs, rituals, practices and so forth, takes shape and gains its meaning within the total pattern of world experience within which it exists. The actual construction of the cultural landscape is a matter of religious concern. Although this notion seems new to the academic study of religion, it is not at all new to religion, which has always been profoundly generative of material culture. (Carp, in press b)2 2Cultures differ perceptual experience, of locomotion, sitting, 1980, p. 75) in terms of their deep structures of each having "its own characteristic manner standing, reclining and gesturing." (Hall, The process of ordering the body correlates with that of focusing the world. "External perception and the perception of one's own body vary in conjunction because they are two facets of one and the same act." (Merleau Ponty, 1962, p. 205) The developmental task of structuring body/world is accomplished within and in relation to the cultural landscape. The deep structures of the aCGulturated body correspond to those of the cultural landscape to which it acculturates. (Carp, 1989, p. 70) focusing the world. "External perception and the perception of one's own body vary in conjunction because they are two facets of one and the same act." (MerleauPonty, 1962, p. 205) The developmental task of structuring body/world is accomplished within and in relation to the cultural landscape. The deep structures of the aCGulturated body correspond to those of the cultural landscape to which it acculturates. (Carp, 1989, p. 70) the mask served the ancient thinkers and seers as a multivalent symbol. In addition to, and as a result of, its use as a way of understanding the mystery of the underlying spiritual reality, the mask was used metaphorically to delineate the ultimately sacred nature of worldly power and in that connection to sanctify current rulers, to deify rulers of the past, and to define as sacred the seats of power they occupied.
In fact, the divinely ordained ruler was himself a "mask," worn by the gods to make visible their spiritual essence in the world of nature.
(p. xxi)
In order to explore the use of an image "metaphorically" it is necessary first to understand it in its straightforward, or The traditional mask is not an inanimate object, it acquires life from its user . , . how different it is to contemplate a mask as a solitary object isolated from its human component than to observe it in its appropriate environment, enlivened by the motivations and intelligence of its wearer, the accompaniment of its special music, and its ability to delight or frighten throngs of small children and to provoke in the adults of the community a contemplation of the content of the dance 5 • the mask served the ancient thinkers and seers as a multivalent symbol. In addition to, and as a result of, its use as a way of understanding the mystery of the underlying spiritual reality, the mask was used metaphorically to delineate the ultimately sacred nature of worldly power and in that connection to sanctify current rulers, to deify rulers of the past, and to define as sacred the seats of power they occupied.
In order to explore the use of an image "metaphorically" it is necessary first to understand it in its straightforward, or "original" meaning. We might expect, then, that pr ior to examining the metaphor of the mask, the Markmans would begin by examining actual masks and inquiring into their use and meaning and then proceed to consider the insight this brings into a larger, metaphoric use of the concepts "mask" and "masking". The traditional mask is not an inanimate object, it acquires life from its user .
• • how different it is to contemplate a mask as a solitary object isolated from its human component than to observe it in its appropriate environment, enlivened by the motivations and intelligence of its wearer, the accompaniment of its special music, and its ability to delight or frighten throngs of small children and to provoke in the adults of the community a contemplation of the content of the dance 5 which it serves and for which it was made.
(p. ix)3
At some points, the Markmans seem to recognize this fact, as for example when they say, "Although the mask and the wearer might be discussed separately, they existed as one. . . without a face under it, a mask would be a meaningless conception . .
• " (p. 191)
since masks "exist" only in animated use, we have no access to true masks through the archaeological record. This difficulty could be overcome, to some extent,' by relying on depictions of masks in use and on other sources that communicate the experience of masks from the standpoint both of users and viewers. The
Markmans take this approach, but only in the second section of their work, after they have already established the key themes they intend to explore.
They begin with an arena of evidence that cannot be considered "mask" by any stretch of the imagination: sculpted and painted images of divinity, which they call "masks" but which could never have had a "face behind them.,,4 Once they identify these images as masks, they assume, since there can be no face behind them, that 3For another statement of this same view, see • .
• nous nous en tiendrons en principe a la definition qui considere qu'il y a masque lorsqu'un object couvre tout ou partie de la figure pour deguiser le porteur ou dissimuler son identite. (p. 19)
Pernet insists that a mask can cover any aspect of the person, so long as it disguises the ordinary identity of the wearer.
(p. 20 -21) 4
These images are often referred to as "masks" in the literature.
This minor metaphoric misapplication only becomes crucial in a context such as Masks of the Spirit in which the concept of mask is fundamental. 6 which it serves and for which it was made.
• nous nous en tiendrons en principe a la definition qui considere qu'il y a masque lorsqu'un object couvre tout ou partie de la figure pour deguiser Ie porteur ou dissimuler son identite. (p. 19)
(p. 20 -21) 4 These images are often referred to as "masks" in the literature.
This minor metaphoric misappliaation only becomes crucial in a context such as Masks of the Spirit in which the concept of mask is fundamental.
there must be something else there.
This something else, they claim is "the ultimate nature of reality" (p. 96) (the "face" of reality); from this assumption they proceed to uncover a complex cosmology of hiding and revealing based on their own "metaphor of understanding South American peoples not only requires that we change a few ideas about them but that we dismantle the foundations of who we ourselves are .
• • • We cannot rediscover our own creative place in history without uncovering the creative role of South American religions in our common human history. (1988, p. 2-3) Yet their text is riddled with contemporary, often psychologistic, metaphors of questionable appropriateness. The Markmans seem to 5 That an image of a god is used on a god-mask to identify the wearer as impersonating that god by no means translates to the assertion that the image itself "is" a mask or can be approached through the concept of "mask". 7 / there must be something else there.
This something else, they claim is "the ultimate nature of reality" (p. 96) (the "face" of reality); from this assumption they proceed to uncover a complex cosmology of hiding and revealing based on their own "metaphor of mask" .
In their initial discussion of stone carvings, ceramic bowls, and other images of the Olmec were-jaguar, Cocijo, Tlaloc and Chac, the Markmans fail to distinguish between image and mask, conflating the two and asserting that images of these gods are masks, simply because some depictions of masks use these images. 5 That an image of a god is used on a god-mask to identify the wearer as impersonating that god by no means translates to the assertion that the image itself "is" a mask or can be approached through the concept of "mask". Most concerning of these is their constant opposition of "inner" and "outer" as corresponding to "material" and "spiritual", "true" and "false". This is especially disturbing in their treatment of shamanism, in a key chapter called "The Shamanistic
Inner Vision". In this title, they project a contemporary, Most concerning of these is their constant opposition of "inner" and "outer" as corresponding to "material" and "spiritual", "true" and "false". This is especially disturbing in their treatment of shamanism, in a key chapter called "The Shamanistic
Inner Vision". In this title, they proj ect a contemporary, Joseph Campbell's work achieved a high level of popularity, 6No insistence that psychological reaiity is, in fact, transpersonal, spiritual, or otherwise connects beyond individual psychic experience can elide this fundamental difference in spatial and temporal metaphor.
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"within" the psychic reality of the shaman. 6
The Markmans substitute their own theology for that of their object of study.
We also find this in their repeated use of terms such as "life force" (with its Shavian background) and "ground of being" (with He often relies on authors whose work is currently discounted, and he is both inaccurate and selective in his material. (Leach, 1966; . Recent research into African and traditional Tamil (ancient Dravidian) cultures reveals an myths are the same, whether myths are the same and what their message is." (p. 140) But the central criticism remains a lack of attention to the minute particulars of actual myths on behalf of a sort of "proof-texting" through bits of mythology for perceived similarities.
An attempted analysis of actual myths would constitute one fair test of his claim that the meaning, not to say the origin and function, of all myths is universal rather than particular, symbolic rather than literal, nonhistorical rather than historical, and psychological rather than social. Instead, Campbell takes his claims for granted and, on the basis of them, extracts the experiences and beliefs of mankind from myths. (p. 139) 11 The first task of any systematic study of the myths and religions of mankind should be the identification of the underlying universal ingredients • • . it must be remembered that in the final analysis, the religious experience is psychological and in the deepest sense spontaneous and universal.
(p. xiv)
This may be so, but it remains to be demonstrated.
If one begins
with the identification of universals, no concrete particulars will ever count sUfficiently to overcome the assumption of universality.
The situation with Eliade is more complex. He is one of the great founding figures of the study of religion. His worked helped inspire my own interest, and I had the fortunate opportunity to study with him for a short period.
esteem among scholars of religion.
He will always be held in He often relies on authors whose work is currently discounted, and he is both inaccurate and selective in his material. (Leach, 1966; The point here is not that Eliade is a poor source for a student of religion, but that the uncritical use of his material as a sole or primary view of religion is inadequate and naive. 9
In the case of Turner, the problem is that the Markmans seem SThroughout this section I am indebted to Stephen Hopkins of the Center for the Study of World Religions at Harvard University.
9Laurence SUllivan, a student of Eliade's, puts the issue in proper perspective:
There is no need to be shy about claiming descent from James Frazer, Carl Clemen, Raffaele Pettazzoni, Gerardus van der Leeuw, or Mircea Eliade, because no compulsion drives one to apply their schemes . . their theoretical foundations and specific interpretations are dated in many cases and are problematic or unacceptable in others .
• . These scholars are exemplary primarily because they set the question of the general history of religions in proper perspective. (1988, p. 15) What is troubling in the Markmans case is that they seem unaware of the work of Frazer, Clemen, Pettazzoni and van der Leeuw, (and of other more contemporary theorists of religion), much less of the dated, problematic and unacceptable character of many of the "theoretical foundations and specific interpretations" of Eliade.
12
/ absence of the dualism sacred/profane upon which much of Eliade's work rests. , ego p 270, Zuehlebil, 1981 The current picture shows archaic ontology to have a sUbstantially The point here is not that Eliade is a poor source for a student of religion, but that the uncritical use of his material as a sole or primary view of religion is inadequate and naive. 9
not to have read him overclosely. Turner is exquisitely careful to interpret symbols in a complex political, social and cultural field, in relation to specific circumstances, and in a nuanced manner. In The Forest of Symbols, Turner advises that each ritual symbol be examined from a variety of perspectives:
an "action field context" in which a ritual is merely a phase, in the context of a specific ritual, in relation to the behavior directed to it, and in the structure of the group using it, including both enduring organizing principles and temporary transient alliances. an "actionfield context" in which a ritual is merely a phase, in the context of a specific ritual, in relation to the behavior directed to it, and in the structure of the group using it, including both enduring organizing principles and temporary transient alliances. (eg., Broda, Carrasco, and Moctezuma, 1987) . Although the Markmans, inevitably, discuss human sacrifice, they view the sacrificial victim as yet another "mask" of the god he or she becomes in the ultimate religious act. This is well and good from the spectators' point of view, but, despite the widespread practice of non-fatal forms of autosacrifice, sacrificial victims were almost always prisoners of war or taken from the underclasses of society. As Carrasco is careful to point out, certain sacrificial rites, including ceremonies involving the use of masks, involved bringing the leaders of vanquished and SUbjugated peoples to Tenochtitlan to witness the ritual slaughter. We are fortunate that the use by scholars of such diverse terms, some of them contradictory, suggests a great deal more disagreement about Mesoamerican religion than actually exists. (p. 136) Without any discussion of the "diverse and contradictory terms" or an explanation of how or why these thinkers and terms are not in disagreement, they refer to "the widespread agreement of
Mesoamerican scholars" which they proceed to articulate.
From their perspective, all of the Aztecs "so-called gods are ultimately manifestations of a single divine essence" We are fortunate that the use by scholars of such diverse terms, some of them contradictory, suggests a great deal more disagreement about Mesoamerican religion than actually exists.
(p. 136) Without any discussion of the "diverse and contradictory terms" or an explanation of how or why these thinkers and terms are not in disagreement, they refer to "the widespread agreement of
From their perspective, all of the Aztecs "so-called gods are ultimately manifestations of a single divine essence" (p. 138) They assert that "this conception of godhead was Pan-Mesoamerican" (p. 139), and to claim that "'gods' were actually manifestations of the essence of divinity called into 'existence' for specific ritual 130ne might also investigate the work of Barbara Tedlock on gender based religious symbolism among contemporary Maya. The Theology of Art
One final critical comment must be made regarding the Markmans view of art and the artist. Both "religion" and "art" belong to devoted to post-conquest Mesoamerica. Rather than investigating it on its own terms, as a creative element of the modern world, they are forced to view it in terms of "survivals" of an ancient past.
15
On the one hand, similar motifs and symbols appear in the religious life of South American peoples who are linguistically, geographically and sociopolitically far apart. On the other hand, groups that are near neighbors in all these respects often manifest striking differences in religious expression.
(p. 6)
This tentativeness is echoed, eg., in Johanna Brody's call for "more research" to test her emerging hypotheses (1987, p. 106 ) and Gary Gossen's tentative listing of five, quite general, symbol clusters "having both temporal and spatial persistence in Mesoamerican thought." (1986, p. 5) As Gossen puts it, while seeking a revised regional synthesis that acknowledges the evident interconnectedness of Mesoamerica, "serious symbolic studies of both the micro-and macro-varieties acknowledge the complexity, even the -discrepancies and contradictions, of local knowledge." (p. 5) 17 he considers material culture extensively in his work and incorporates reflections not only on art and architecture, but on music, dance, performance and the practical arts such as canoe building and pottery.
In doing so he brings together a range of resources that dwarfs those in Masks of the Spirit, yet in a manner more tentative, thoughtful, and aware of the ambiguities of the project. Where one hears the Markman's repeatedly echo the "always and everywhere" with which they start their work, Sullivan proceeds with a keen awareness of the uncertainties involved in a comparative work encompassing such a broad scope. 15 The Theology of Art
(p. 6) This tentativeness is echoed, eg., in Johanna Brody's call for "more research" to test her emerging hypotheses (1987, p. 106 ) and Gary Gossen's tentative listing of five, quite general, symbol clusters "having both temporal and spatial persistence in Mesoamerican thought." (1986, p. 5) As Gossen puts it, while seeking a revised regional synthesis that acknowledges the evident interconnectedness of Mesoamerica, "serious symbolic studies of both the micro-and macro-varieties acknowledge the complexity, even the -discrepancies and contradictions, of local knowledge." (p. 5) Euro-American cUlture, have developed in relation to one another and are implicated in each other' s meaning in the history of western thought.
[Our understanding of] "Art" and "artist" must be viewed in the context of their emergence contemporary with modernity in the West, beginning in romantic Germany of, say, 1840. The figure of the artist took on charismatic qualities formerly associated with religious or political leaders and became decisively associated with "creativity", heretofore a theological concept, and still a key metaphor in Judaic, Islamic, and Christian imagination.
(Carp, in press a) (Thus) artists in our culture are linked with fundamental sacred principles, while artists themselves live at the margins of our culture. Economically, politically, and in terms of the psycho-social traits commonly attributed to them, artists are "liminars" in our actual and symbolic economies. Thus art and artists are involved in a metaphoric net that also includes religion and the sacred. There is a certain "charge" associated with art and artists that links them with the divine or the demonic. (Carp, in press b) This linkage of art, artists and the sacred is sometimes, but not always, found in other CUltures; for example, it was not characteristic of western culture prior to Romanticism. Like their mentor Campbell in The Inner Reaches of outer Space, the Markmans simply assume this theo-social complex. In a telling passage in which they recreate it they comment:
The creative impulse in mankind, expressed most clearly in artistic creation, is mysteriously part of the cosmic creative force, and that creative force expresses itself through the visionary artist.
(p. 149 -150)16
16The Markmans are here glossing an Aztec poem in which there are similarities with some aspects of our thought about art and spirituality. However the Markmans fail to recognize either that the regnant notions of divine creativity are fundamentally different in the two traditions, or that the Aztec poet may well not generalize his comments about verbal art to all domains (such as stone sculpture and mask making) that they consider to be "art".
18
Euro-American culture, have developed in relation to one another and are implicated in each other' s meaning in the history of Western thought.
[Our understanding of] "Art" and "artist" must be viewed in the context of their emergence contemporary with modernity in the west, beginning in romantic Germany of, say, 1840. The figure of the artist took on charismatic qualities formerly associated with religious or political leaders and became decisively associated with "creativity", heretofore a theological concept, and still a key metaphor in Judaic, Islamic, and Christian imagination.
(carp, in press a) (Thus) artists in our culture are linked with fundamental sacred principles, while artists themselves live at the margins of our culture. Economically, politically, and in terms of the psycho-social traits commonly attributed to them, artists are "liminars" in our actual and symbolic economies. Thus art and artists are involved in a metaphoric net that also includes religion and the sacred. There is a certain "charge" associated with art and artists that links them with the divine or the demonic. (Carp, in press b) This linkage of art, artists and the sacred is sometimes, but not always, found in other cultures; for example, it was not characteristic of Western culture prior to Romanticism. Like their mentor Campbell in The Inner Reaches of outer Space, the Markmans simply assume this theo-social complex. In a telling passage in which they recreate it they comment:
16The Markmans are here glossing an Aztec poem in which there are similarities with some aspects of our thought about art and spirituality. However the Markmans fail to recognize either that the regnant notions of divine creativity are fundamentally different in the two traditions, or that the Aztec poet may well not generalize his comments about verbal art to all domains (such as stone sculpture and mask making) that they consider to be "art". I7This should not be read as an argument for a disciplinary rather than a transdisciplinary view of knowledge.
It could be rewritten: grounding study. I7This should not be read as an argument for a disciplinary rather than a transdisciplinary view of knowledge.
It could be rewritten:
The pitfalls are revealed in a lack of thorough grounding in schola-rly discussions relevant to their topic of study.
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